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$XWR¿FWLRQVRI3RVWZDU)RVWHULQJ(PSDWK\LQ/ROD$ULDV¶
0LQH¿HOG&DPSRPLQDGR 
-RUGDQD%OHMPDU
It has often been claimed that the 1982 Malvinas/Falkland War was 
an event without testimonies or images. In her prologue to Juan Travnik’s 
powerful photographic portraits of Argentine veterans and island landscapes, 
taken between 1994 and 2008, Graciela Speranza writes that, except for those 
ZKRZHUHLQIURQWRIWKH%ULWLVKWURRSVRQWKHEDWWOH¿HOGV³0DOYLQDVHVXQD
guerra sin imágenes ni relatos.” According to Speranza, the only things the 
Argentine people remember of the war are a nationalist fervour and a few 
ODFRQLFR൶FLDOUHSRUWVDFFRPSDQLHGE\PLOLWDU\PDUFKHV,QWKHVDPHYHLQ
-XOLHWD9LWXOORDXWKRURIDERRNDERXW$UJHQWLQHOLWHUDU\¿FWLRQVRIWKHZDU
ZULWHVWKDW³HUDSRFRORTXHODVRFLHGDGVDEtD²RTXHUtDVDEHU²DFHUFDGH
los acontecimientos mismos” (13). 
0DUWtQ.RKDQKRZHYHUKDVQRWHGWKDWDOUHDG\LQWKHERRNLos 
chicos de la guerra E\'DQLHO.RQ²ZKLFKZDVPDGHLQWRD¿OPE\%HEH
.DPLQLQ²R൵HUHGDQXPEHURIWHVWLPRQLHVRI$UJHQWLQHVROGLHUVDERXW
their experiences in the South Atlantic archipelago (El país .RKDQ
shows that, unlike the soldiers of World War I who initially returned speech-
OHVVIURPWKHEDWWOH¿HOGV$UJHQWLQHVROGLHUVKDGDORWWRVD\LQWKHDIWHUPDWK
RIWKHFRQÀLFW1 Furthermore, popular magazines such as Gente and Somos 
published a large number of war images that not only illustrated reports but 
also furnished the lies that formed part of the discourse of the 1976-1983 
military dictatorship. Nevertheless, more than these testimonies and images 
of the war, what has perhaps most caught the attention of those who later 
VWXGLHGWKHFRQÀLFWDUHWKH¿FWLRQVWKDWVXUURXQGHGDQGFRQWLQXHWRVXUURXQG
WKHHYHQW³WKHUHSUHVHQWDWLRQVPRUHWKDQWKHUHDOLWLHV´WKH³FKDUDFWHUVPRUH
than the protagonists” (McGuirk 14), the rumours more than the recollections. 
Due to their distant location, semi-deserted and inhospitable landscape, and 
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P\VWHULRXVVKDSH²ZULWHU&DUORV*DPHUUROLNHQVWKHPWR5RUVFKDFKVWDLQV²
the Malvinas/Falkland Islands continue to function as a site around which 
Argentines’ deepest fears, obsessions, and desires often circulate as well as 
DEODQNFDQYDVWKDWFDQEH¿OOHGZLWKDQ\LPDJLQDU\QDUUDWLYH9LWXOOR
7KRXJKVRPH¿OPPDNHUVLQFOXGLQJ7ULVWDQ%DXHUIluminados por el 
fuegoDQG-XOLR&DUGRVRLocos de la bandera, 2012), have chosen to 
GHOLYHUKHURLFRUKLVWRULFDOUHFRQVWUXFWLRQVRIWKHFRQÀLFWWKHGLYHUVH¿FWLRQV
WKDWVXUURXQGHGWKHZDUKDYHDOVRUHVXOWHGLQDQHTXDOO\VL]HDEOHFRUSXVRI
more playful and profane narratives, notably by writers such as Gamerro 
(Las islas 5RGROIR)RJZLOO Los pichiciegos, 1983), and Patricio 
Pron (Una puta mierdaDQG¿OPPDNHUVVXFKDV-RVp/XLV0DUTXpV 
(Fuckland, 2000). 
 Following in this playful trend is 0LQH¿HOG²RUCampo minado, as it was 
VXEVHTXHQWO\FDOOHGLQLWV%XHQRV$LUHVUHOHDVH²DWKHDWULFDOSHUIRUPDQFHLQ
which Argentine and British veterans re-enact their experiences on the battle-
¿HOG2 Nothing is completely black or white in Lola Arias’ 2016 production, 
and this, I want to suggest, is one of its main achievements. Arias narrates 
the 1982 war in a performance that challenges the dichotomies often present 
LQSUHYLRXVDFFRXQWVRI WKHFRQÀLFW²YLFWLPVSHUSHWUDWRUV DOOLHVHQHPLHV
KHURHVYLOODLQVVSHFWDWRUVDFWRUVVXEMHFWLYHPHPRU\KLVWRULFDOPHPRU\²DQG
delivers a play that avoids both Manichean readings of that painful history 
and also dangerous discourses on forgetting and reconciliation, fostering 
instead a more productive relationship between past, present, and future.3
,ZLOOVSHFL¿FDOO\H[SORUH$ULDV¶FRQFHSWLRQRIWKHDWUHDVD³OLYLQJFUHD-
WXUH´DQGD³VRFLDOH[SHULPHQW´ZLWKDKLJKGHJUHHRIXQSUHGLFWDELOLW\ZKLFK
is how she described the play in a lecture that she gave on June 6, 2016, at 
.LQJ¶V&ROOHJH/RQGRQ7KH H[SHULPHQWDO JDWKHULQJ RI SHUIRUPHUVZKR
fought against each other and who considered themselves foes during the 
war poses a series of potential problems regarding semi-autobiographical 
performances of trauma, including the risks of re-victimizing those who 
went through painful experiences and of feeding the morbid gaze that often 
characterizes audiences of what Leigh Gilmore has called performances of 
³OLPLWFDVHV´4 I will argue, however, that Arias not only successfully over-
comes these risks with the aid of playful distancing devices, but also dem-
RQVWUDWHVKRZWKHDWUHFDQEHFRPHDQD൵HFWLYHVSDFHRIHPSRZHUPHQWDQG
enunciation LQZKLFKWKHPDUJLQDODQGYXOQHUDEOHVXEMHFWFDQ³WDONRXWWDON
EDFNWDONRWKHUZLVH´DQG³OLWHUDOO\WDNHFHQWUHVWDJH´+HGGRQWKHUHE\
gaining visibility and producing an empathic connection with the audience.
SPRING 2017 7
2OG:RXQGV1HZ$OOLDQFHV
0LQH¿HOGZDVVWDJHGIRUWKH¿UVWWLPHLQ0D\DQG-XQHDWWKH%ULJK-
WRQ7KHDWUH)HVWLYDODQGDW/RQGRQ¶V5R\DO&RXUW7KHDWUHLQWKHIUDPHZRUN
RIWKH/,)7IHVWLYDO:LWKDFRPELQDWLRQRI¿OPDFWLQJDQGWHVWLPRQLHVDV
well as technology, thunderous rock, and punk music, Arias puts on stage three 
former Argentine soldiers: Marcelo Vallejo, member of a mortar team and 
QRZDFKDPSLRQWULDWKOHWH5XEpQ2WHURVXUYLYRURIWKHVLQNLQJRIWKH$5$
General Belgrano and now a member of the Get Back Trio, a Beatles tribute 
band; and Gabriel Sagastume, a soldier and now a criminal attorney. Their 
British counterparts are: Lou Armour, a former prisoner of the Argentines 
and now a special-needs teacher; David Jackson, who worked in intelligence 
GXULQJWKHZDUDQGZKRLVQRZDSV\FKRORJLVWDQG6XNULP5DLD1HSDOHVH
*KXUNDZKRIRXJKWLQWKHZDUDQGRQO\UHFHQWO\DFTXLUHG%ULWLVKFLWL]HQVKLS 
7KHVL[SHUIRUPHUVQDUUDWHDQGUHHQDFWRQVWDJHGL൵HUHQWDVSHFWVRIWKH
war in chronological order: the reasons that led them to join the army; whether 
they killed someone or witnessed the deaths of their fellow soldiers; how they 
were received when they returned home; and what they do now, more than 
WKLUW\\HDUVDIWHUWKHZDU$ULDVH[SORUHVRQFHDJDLQWRSLFVWKDWKDYHGH¿QHG
most of her oeuvre: theatre as a medium to revive the past and recover lost or 
blocked memories; the idea of a dynamic and changing performance in which 
OLIHIHHGVWKHDWUHDQGWKHDWUHKDVFRQFUHWHH൵HFWVRQWKHOLYHVRIWKHSHUIRUP-
HUVDQGWKHXVHRIDXWR¿FWLRQDVZHOODVWUDQVPHGLDODQGOXGLFVWUXFWXUHV
The play has its origins in a video-installation, Veterans (2014), that Arias 
made as a contribution to a project titled After the WarIRUZKLFKWZHQW\¿YH
artists from all over the world were invited to London to create a piece on 
WKHFRQVHTXHQFHVRIZDU VeteransZDVDOVRH[KLELWHGLQLQWKH3DUTXH
de la Memoria in Buenos Aires as part of Arias’ exhibition Doble de riesgo 
DQGZLOOVRRQEHUHOHDVHGDVDGRFXPHQWDU\¿OP)RU0LQH¿HOG the director 
PDLQWDLQHGWKHFRQFHSWRIWKDWLQLWLDOSURMHFW²WKHLGHDWKDWWKHSHUIRUPHUV
ZHUHJRLQJWREHYHWHUDQVUHHQDFWLQJWKHLUH[SHULHQFHV²DQGNHSWRQHRIWKH
performers (Vallejo). Arias auditioned sixty more former soldiers from each 
VLGHEHIRUHFKRRVLQJWKHUHPDLQLQJ¿YHYHWHUDQV6KHZRUNHGLQERWKFRXQ-
WULHVVHSDUDWHO\DQGRQO\VDZWKHIXOOFDVWIRUWKH¿UVWWLPHLQ%XHQRV$LUHV
³,ZDVWHUUL¿HGRIZKDWZDVJRLQJWRKDSSHQEXWWKH\HQGHGXSEHFRPLQJ
a group of performers sharing their memories and helping each other in 
WKHVFHQHV´³0HPRU\´7KLVH[SHULHQFH$ULDVEHOLHYHV³FUHDWHGDERQG
between them that was even stronger than the one created by war,” not least 
because, as one of the performers remarks at the beginning of the play, the 
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rehearsals spanned a longer period than the war itself, which was over after 
only seventy-four days.
$ULDVLVQRWWKH¿UVWWRDGGUHVVRQVWDJHWKHZDULQWKH6RXWK$WODQWLF$
handful of British playwrights have focused on the war for their productions, 
PDLQO\LQSOD\VUHOHDVHGGXULQJWKHLPPHGLDWHDIWHUPDWKRIWKHFRQÀLFWDQG
as a means of exploring issues of class struggle under Prime Minister Mar-
garet Thatcher.6 In contrast to the relatively small number of plays released 
in Britain, in Argentina in recent years there has been a growing number of 
productions focused on the Malvinas/Falklands War.7 The disparity between 
the numbers of theatrical productions on the subject in both countries might 
VSHDNWRWKHIDFWWKDWWKLVFRQÀLFWZDVRQO\RQHRIPDQ\PLOLWDU\FRQIURQWDWLRQV
that the British participated in during the past century, while it was the only 
one fought by Argentine soldiers in the same period. Whereas in the United 
.LQJGRPWKH6RXWK$WODQWLFFRQÀLFWLVUDUHO\DSDUWRISXEOLFGLVFRXUVHLQ
Argentina, children in some schools still sing the Malvinas anthem (as the 
performers note in 0LQH¿HOGWKHUHLVDPXVHXPGHGLFDWHGWRWKHFRQÀLFW
(the Museo Malvinas e Islas del Atlántico Sur, which opened in Buenos 
Aires in June 2014WKHVORJDQ³/DV0DOYLQDVVRQDUJHQWLQDV´FDQEHIRXQG
everywhere; and the largest football stadium in Mendoza is called Malvinas 
Argentinas. The growing interest in both the war and the postwar in Argen-
tine theatre is also not surprising if we remember that even though this was 
a relatively short military confrontation, it is one that has not really ended. 
$V%HUQDUG0F*XLUNH[SODLQVLWLVDQ³XQ¿QLVKHGEXVLQHVV´RQHZLWKRXW
proper closure in the political or the diplomatic terrain, or in the lives of its 
protagonists.8
Among the Argentine contemporary productions that address the Malvi-
nas War, Federico León’s Museo Miguel Ángel Boezzio (1998) is particularly 
noteworthy, as it shares a series of conceptual similarities with 0LQH¿HOG. 
These include the use of a real veteran on stage; the blurring of the boundaries 
EHWZHHQIDFWDQG¿FWLRQWKHLQFOXVLRQRIPHORGUDPDWLFHSLVRGHVWKDWGUDZ
D¿QH OLQHEHWZHHQFRPHG\DQG WUDJHG\ WKHVKRZFDVLQJRI WKHYHWHUDQV¶
personal archives as if they were pieces from a museum; the search for an 
empathic connection between the performer and the audience; the inclusion 
RI³EHKLQGWKHVFHQHV´HOHPHQWVRUWKLQJVWKDWKDSSHQHGGXULQJUHKHDUVDOV
for the play; and an uncomfortable ending that foregrounds the responsibility 
of civil society in the traumas of the post-war period.9 
Although the similarities between Museo Miguel Ángel Boezzio and 
0LQH¿HOG are clear, Arias’ performance is, nevertheless, more playful than 
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León’s, and it showcases veterans who not only remember their war expe-
riences on stage but also reenact them despite having, unlike Boezzio, no 
experience in acting. Furthermore, 0LQH¿HOG produces a shift in relation to 
previous theatrical performances of the war, which include León’s piece, by 
presenting to the audience an unprecedented cooperation on stage between 
former enemies, a means of delivering a more comprehensive memory of the 
HYHQW)XUWKHUPRUHWKHVWDWXVRIWKHSOD\DVZKDW,FDOOKHUHDQ³DXWR¿FWLRQ
of the postwar” 10GL൵HUHQWLDWHVLWIURPRWKHUFXOWXUDOUHSUHVHQWDWLRQVRIWKH
FRQÀLFWLQ$UJHQWLQDLQFOXGLQJFDQRQLFDOWH[WVVXFKDVLos pichiciegos and 
SRSXODU¿OPVVXFKDVIluminados por el fuego, both of which are based on 
UHDOHYHQWVEXWPRUHDFFXUDWHO\GHVFULEHGDV¿FWLRQVUDWKHUWKDQDXWR¿FWLRQV
RIZDU&RQYHUVHO\0LQH¿HOG is not so much a narrative about the war as it 
is a narrative about the postZDU,QWKLVUHVSHFW$ULDVKDVVDLGWKDW³[n]o me 
interesa la guerra, me interesa la posguerra0HLPSRUWDTXpOHSDVDDXQD
SHUVRQDTXHSDVySRUHVDH[SHULHQFLD0HLPSRUWDTXpKL]RODPHPRULDTXp
ERUUyTXp WUDQVIRUPy´ &UX]P\HPSKDVLV6WULFWO\ VSHDNLQJKRZHYHU
0LQH¿HOG shows the impossibility of drawing a clear line between the war 
and the postwar and presents them as a continuum of temporalities and ex-
periences, or better, in juxtaposition, as anachronistic montages of times, to 
SXWLWLQ*HRUJHV'LGL+XEHUPDQ¶VWHUPV11 
In the play the performers return to the islands through their memories 
and in footage of trips made after the war that is shown to the audience on a 
big screen displayed on stage. There is a moment, for example, when Vallejo, 
one of the Argentine veterans, shows footage of a 2009 trip that he made 
to the archipelago and the remnants that he found there, including parts of 
the tent that he used during the war. The rest of the performers recall their 
time on the Malvinas as if theatre were a time machine, a concept present 
LQPDQ\RI$ULDV¶SURGXFWLRQV³7KLVSOD\´$ULDVVDLGLQDQLQWHUYLHZZLWK
The Guardian³LVOLNHDWLPHPDFKLQH:HVHHWKHVHPHQDVWKH\DUHQRZLQ
WKHLUVDQGZHDOVRFDWFKDJOLPSVHRIWKHLU\RXQJHUVHOYHVWKRVH\RXQJ
men in their late teens and early 20s who went to war” (Gardner). The idea 
RIUHWXUQ²QRWMXVWDUHWXUQto the islands but also a return of the islands to 
ZKRPVRPHFRQVLGHUWKHLUOHJLWLPDWHRZQHUV²LVDOVRLPSOLHGLQWKHQDPHRI
7KH%HDWOHV¶VRQJWKDWWKHSHUIRUPHUVVLQJRQVWDJH³*HW%DFN´ZKLFKZDV
also the inspiration for the name of a tribute band led by one of the Argentine 
veterans, the Get Back Trio. And yet it is very clear at the end of the show that 
on many levels the ex-combatants never actually left the islands, or rather, 
WKHLVODQGV²DQGZKDWKDSSHQHGWKHUH²QHYHUOHIWthem.
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Arias’ focus on a past event that is still an open wound for the performers 
DQGKHUXVHRIUHDOOLIHDFFRXQWVSUHVHQWHGLQ¿FWLRQDOIUDPHZRUNVUDLVHQHZ
TXHVWLRQVUHJDUGLQJWKHHWKLFDODQGDHVWKHWLFLPSOLFDWLRQVRIUHSUHVHQWLQJWKH
ZDULQDUWDQGOLWHUDWXUH,VLWSRVVLEOHWRNHHSWDONLQJDERXWWKH³¿FWLRQVRIWKH
ZDU´QRWWRPHQWLRQMRNLQJDERXWWKHFRQÀLFWZKHQWKHUHDUHUHDOYHWHUDQV
RQVWDJH"&DQDQGVKRXOGWKHDWUHEHFRPHDVLWHRIPRXUQLQJDQGFDWKDUVLV
for vulnerable and traumatized subjects?
 The empathic collaboration between the performers and the view-
HUVLQWKHSOD\R൵HUVDZD\RXWIRUVRPHRIWKHVHULVNV$V$OLVRQ/DQGVEHUJ
H[SODLQV³WKHH[SHULHQFHRIHPSDWK\KDVPRUHSRWHQWLDODQGLVPRUHSROLWLFDOO\
useful and progressive than its cousin sympathy” (149). While sympathy is a 
IHHOLQJRIVLPSOHLGHQWL¿FDWLRQZLWKYXOQHUDEOHVXEMHFWVWKDWUHLQIRUFHVYLFWLP-
hood and produces a sense of superiority in the audience, the experience of 
HPSDWK\³LVQRWSXUHO\HPRWLRQDOEXWDOVRFRQWDLQVDFRJQLWLYHFRPSRQHQW´
6LPLODUO\IRU-LOO%HQQHWWHPSDWK\LVWKH³PRVWDSSURSULDWHIRUPRI
HQJDJHPHQWZLWKWUDXPDLPDJHU\´)ROORZLQJ'RPLQLF/D&DSUDVKHVXJ-
gests that to empathize with the victim is to feel for DQRWKHUZKLOH³EHFRPLQJ
aware of a distinction between one’s own perception and the experience of the 
other” (8). The experience of empathy is thus in opposition to other common 
UHDFWLRQVWRWUDXPDDUWVXFKDVRYHULGHQWL¿FDWLRQPLPHVLVRUDSSURSULDWLRQ
&HUWDLQDHVWKHWLFH[SHULHQFHVVKHDUJXHVIRVWHUHPSDWK\E\FUHDWLQJZKDW
3KRWR5R\DO&RXUW7ULVWDP.HQWRQ
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*LOOHV'HOHX]HKDVFDOOHGDQD൵HFWLYHHQFRXQWHUZLWKDVLJQDVLJQWKDWLV
IHOWUDWKHUWKDQUHFRJQL]HGDVLJQWKDWWULJJHUVWKRXJKWDQGFULWLFDOLQTXLU\
³DVLJQWKDWWRXFKHVEXWGRHVQRWQHFHVVDULO\FRPPXQLFDWHWKHµVHFUHW¶RI
personal experience” (6). 0LQH¿HOGnurtures empathy in two directions: the 
Argentines and the British create an empathic bond with one another, and 
we, the audience, empathize with the experiences of the performers on stage.
While empathy encourages understanding, it does not foster, and in fact 
rejects, any idea of reconciliation or forgetting. As pointed out by Argentine 
writer Mariana EnrtTXH] LQ D UDGLR UHYLHZ0LQH¿HOG ³SURSRQHSHQVDU HO
FRQÀLFWRHQFRQÀLFWR´,QWKLVSOD\WKHZDUDQGPRUHVSHFL¿FDOO\WKHLVVXHRI
the sovereignty of the islands, is left unresolved. At the same time, however, 
0LQH¿HOG invites us to embrace the possibility that the Argentine and British 
people can live together, even in disagreement. 
Indeed, although they have clearly bonded on a personal level during 
rehearsals and travels and have found ways of communicating with each 
RWKHUGHVSLWH WKH ODQJXDJHEDUULHU²LQ WKHSOD\ WKHUHDUHVXEWLWOHV LQERWK
(QJOLVKDQG6SDQLVK²WKHSHUIRUPHUVVWLOOKROGFRQWUDVWLQJYLHZVRQWKH
subject of the sovereignty of the islands. Toward the end of the play, one of 
WKH$UJHQWLQHSHUIRUPHUVVD\VWKDW³HQWUHORVYHWHUDQRVQRGLVFXWLPRVHOWHPD
GHODVREHUDQtDGHODVLVODV1RVRWURVGHFLPRVTXHVRQDUJHQWLQDVHOORVGLFHQ
TXHORVLVOHxRVVRQLQJOHVHV´+HWKHQJLYHVKLVRZQYHUVLRQRIWKHKLVWRU\
RI WKH DUFKLSHODJR ³>1@RVRWURV GHFLPRV LVODV0DOYLQDV´ ³ORV KDELWDQWHV
RULJLQDOHVGHODVLVODV0DOYLQDVHUDQORVORERVSDWDJyQLFRV´³GHVGH
la Argentina nunca dejó de reclamar las islas.” One of the British veterans 
WKHQR൵HUVKLVRZQYLHZRQWKHVXEMHFW³>7@KH\DUHFDOOHG)DONODQGV´³WKH
RULJLQDOLQKDELWDQWVZHUHELUGV´³$UJHQWLQDHQGHGWKHQHJRWLDWLRQVVWDUWHG
E\WKH81´³WKHLVODQGHUVYRWHGWREH%ULWLVK´7KH\HQGWKHGLVFXVVLRQE\
DJUHHLQJWRGLVDJUHHDQGE\WHOOLQJWKHDXGLHQFHWKDWWKH\FDQ¿QGERWKYHU-
sions, in either English or Spanish, on Wikipedia.
The issue of sovereignty, then, is not entirely absent from the play (how 
FRXOGLWEH"EXWLWLVOHVVUHOHYDQWWRWKHGLUHFWRUWKDQWKHFROODWHUDOH൵HFWV
RIWKHZDUDQGWKHSHUIRUPDQFHRQWKHOLYHVRIWKHYHWHUDQV³,GRQ¶WNQRZ
what are going to be the FROODWHUDOHৼHFWVRIP\ZRUN´³0HPRU\´P\HP-
phasis), she said about her plays, curiously using an expression taken from 
WKHVSKHUHRIZDUDQGWKHUHODWLYHO\QHZ¿HOGRISRVWWUDXPDWLFVWUHVVGLVRU-
GHUWKXVUHLQIRUFLQJWKHSDUDOOHOLVPEHWZHHQVWDJHEDWWOH¿HOGDQGWKHUDS\
three spheres that are constantly referred to, represented, and sometimes 
interchanged in the play. 
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&ROODWHUDO'UDPDV
Even for the director it was a revelation to meet the British soldiers and 
to realize that their memories of the war were as harrowing as those of the 
Argentines. Whereas the latter were eighteen-year-old conscripts, the former 
were mostly professional members of the armed forces. Given these key 
GL൵HUHQFHVEHWZHHQWKHJURXSVLWZDVDFFRUGLQJWR$ULDVGL൶FXOWIRUWKH
Argentines to feel compassion for the British or to suspect they were in pain, 
too, after winning the war.
In the play, Marcelo reveals that when Argentine soldiers returned to the 
FRQWLQHQWWKHLUVXSHULRUVKLGWKHPLQWKHPLOLWDU\EDVHDQGWKHIRUPHU&DPSR
GH0D\RLQ%XHQRV$LUHVLQIDPRXVO\NQRZQDVWKH³$UJHQWLQH$XVFKZLW]´
during the dictatorship, fed them so they looked as if they had been taken 
care of on the islands, and forced them to sign a document in which they 
SURPLVHGQRWWRWHOODQ\RQHDERXWZKDWKDSSHQHGWKHUH+HIHOWVRDEDQGRQHG
DQGEHWUD\HGWKDWKHVWDUWHGWRGULQNDQGWDNHGUXJV+HVXEVHTXHQWO\WULHGWR
take his own life by throwing himself into water, knowing that he could not 
swim. Fortunately, the fellow veterans with whom he was travelling saved 
him just in time. Following that incident he got help and eventually became 
a professional swimmer. 
Although the British soldiers were welcomed as heroes when they re-
WXUQHGWR(QJODQGWKH\DOVR³IHOWGLVFRQQHFWHG´IURPWKHLUIDPLO\IULHQGV
and wives, as one of the performers says on stage. Lou confesses that he never 
attends the gatherings of veterans in his country because he still feels guilty 
about mourning an Argentine soldier who died in his arms instead of mourning 
his own dead. Moreover, while the end of the war meant for Argentina the end 
RIWKHGLFWDWRUVKLS².RKDQKDVVDLGLQWKLVUHVSHFWWKDW³0DOYLQDVHVODJXHUUD
TXHFRQYHQtDSHUGHU´³0DOYLQDV´²IRUWKH%ULWLVKWKHZDUUHVXOWHGLQD
huge boost in popularity for Thatcher, ushering in a period that condemned 
PDQ\RIWKRVHOLYLQJLQWKH8.LQFOXGLQJIRUPHUVROGLHUVSDUWLFXODUO\WKRVH
living in the north of the country, to unemployment and poverty. 
)DFLQJHDFKRWKHUDJDLQEXWLQDGL൵HUHQWNLQGRIQHXWUDOWHUULWRU\²WKH
WKHDWHUHTXDOO\IRUHLJQWRERWK²WKH%ULWLVKDQG$UJHQWLQHSHUIRUPHUVVKRZ
WKHDXGLHQFHWKDWWKH\FDQ¿QGDFRPPRQJURXQGWRWDONDERXWWKHZDUZLWKRXW
compromising their values and ideas but while still exercising an empathic 
understanding for what the other has gone through. The collaborative nature 
of the performance and the recurrent idea in Arias’ work of gathering together, 
in the enclosed and observed space of the theater, people who used to occupy 
opposite sides of history to see what happens, has led the director to refer to 
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KHURZQSURMHFWVDV³OLYLQJFUHDWXUHV´DQG³VRFLDOH[SHULPHQWV´ZLWKDKLJK
degree of unpredictability. Arias’ decision to include a Gurkha in 0LQH¿HOG is, 
LQWKLVSDUWLFXODU³H[SHULPHQW´SHUKDSVWKHPRVWULVN\,WZDVGL൶FXOWWRJXHVV
how an Argentine veteran of the Malvinas/Falklands War would react when 
confronted with this type of soldier, who fought for Great Britain for money 
DQGZKRDFTXLUHGWKHUHSXWDWLRQRIEHLQJDWUXHVDYDJHRQWKHEDWWOH¿HOG
³/RV*XUNKDVHUDQPHUFHQDULRVDVHVLQRV´0DUFHORH[SODLQVDWRQHSRLQW
³FRPEDWLHURQHQ*RRVH*UHHQ\PDWDURQXQRVVHWHFLHQWRVVROGDGRV&RQVXV
cuchillos cortaron cabezas, piernas, brazos, dejaron los cuerpos despedazados 
HQHOFDPSRGHEDWDOOD+DVWDOHVFRUWDURQODVRUHMDVDORVVROGDGRVDUJHQWLQRV
y después se las comieron.” These were the rumors that he had heard not only 
from other soldiers but also in the media. In his meetings with other veterans 
after the war, he used to say that he would have loved to have a Gurkha in the 
URRPWR³DJDUUDUPHDWURPSDGDV´³$KRUD´KHFRQFOXGHVORRNLQJDW6XNUL
³WHQJRXQRDFiHQIUHQWHPtR´%XWLQVWHDGRIVWDUWLQJD¿JKWKHVD\VWKDW
now he could easily have a beer with him. Later, they both participate in a 
VRUWRILPSURYLVHG³WDONVKRZ´RUJURXSWKHUDS\KRVWHGE\/RXLQZKLFK
each of them talks about how they feel about one another. 
The talk show/group therapy scene is crucial in the play, as it points 
WR$ULDV¶FRQFHSWLRQRIWKHDWUHDVDQD൵HFWLYHVLWHIRUFROOHFWLYHO\ZRUNLQJ
WKURXJKWUDXPD$VKLJKOLJKWHGE\$UJHQWLQHDFWRUDQGGLUHFWRU5DIDHO6SUH-
gelburd, there is a common prejudice against the therapeutic in art. And yet, 
6SUHJHOEXUGDVNV³¢>T@XpRWURGHVWLQRPHMRUSDUDHODUWHTXHODVDQDFLyQGH
ODVDOPDVGHTXLHQHVORLQYRFDQ"´,QDGGLWLRQWRZKDWWKHSHUIRUPHUVJDLQDQG
what they risk when reconstructing their war experiences in front of a group 
of anonymous spectators, the audience might also feel a certain responsibil-
ity when attending this type of semi-autobiographical play, not least because 
LWVUHDFWLRQZKHQOLVWHQLQJWRVXFKWUDXPDWLFVWRULHV²HVSHFLDOO\ZKHQWKHVH
UHVSRQVHVLQFOXGHLQGL൵HUHQFHGHWDFKPHQWRUPRUELGLW\²UDLVHVDQXPEHURI
TXHVWLRQVDERXWWKHHWKLFDOLPSOLFDWLRQVRIUHHQDFWLQJZDUPHPRULHVRQVWDJH
+HDOLQJ6WDJHV
The idea that theatre can become a sort of laboratory to experiment with 
real social dramas, providing protagonists with an opportunity to reenact trau-
matic episodes of their past, is present in similarly provocative contemporary 
artistic projects. One performance or social experiment that was an inspiration 
for Arias when creating 0LQH¿HOG was The Battle of Orgreave (2001). In this 
work, Jeremy Deller reenacted a 1984 miners’ strike in which strikers were 
14 /$7,1$0(5,&$17+($75(5(9,(:
chased up a hill and pursued through a village, an image that he had seen on 
WHOHYLVLRQDQGWKDWKDGDFTXLUHGIRUKLPDVKHFRPPHQWVRQKLVEORJ³WKH
TXDOLW\RIDZDUVFHQHUDWKHUWKDQDODERXUGLVSXWH´7KHSURMHFWLQYROYHG
800 historical performers and 200 former miners who had participated in 
WKHRULJLQDOFRQÀLFW'HOOHUGHVFULEHVKLVZRUNDV³GLJJLQJXSDFRUSVHDQG
giving it a proper post-mortem, or as a thousand-person crime re-enactment.”
+DUXQ)DURFNL¶VImmersion (2009), a piece that Arias also explicitly ac-
NQRZOHGJHVDVDQLPSRUWDQWLQÀXHQFHRQKHUZRUNDOVRKDVPXFKLQFRPPRQ
with 0LQH¿HOG. This 20-minute video installation consists of two screens. On 
one of them we see a U.S. soldier with headphones and virtual-reality glasses; 
on the other a videogame represents a scene that he lived during the recent 
ZDULQ,UDT$VWKHVROGLHUUHODWHVKLVH[SHULHQFHVDSV\FKLDWULVWGUHVVHGLQ
a military uniform reproduces these experiences with a virtual programme 
and pre-designed images of tanks, streets, houses, civilians, and so on. The 
soldier looks distressed, especially when he recalls how he witnessed the 
dismembered body of his partner. But when the session ends, he smiles, and 
the audience applauds. This was not a real reenactment of a war experience, 
but a demonstration of a new form of therapy in the US designed to treat 
post-traumatic stress and prepared by military psychologists to show how this 
VRIWZDUHZRUNV³9LHVWDSHOtFXODHQXQPXVHRHQ3DUtVHODxRSDVDGR´ZULWHV
$ULDVLQDQDUWLFOHDERXW)DURFNL¶VZRUN³\KDFtDPXFKRTXHQROORUDEDHQ
un museo. Ninguna imagen real de la guerra por television, ninguna madre 
llorando a su hijo muerto con los brazos estirados en una foto del periódico 
SURGXMRHQPtODFRQPRFLyQGHODUHFRQVWUXFFLyQ¿FFLRQDOGHXQDH[SHULHQFLD
GHJXHUUDHQYLGHRMXHJR´³/DPHPRULD´12
Both 0LQH¿HOG and Immersion KLJKOLJKWWKHSRWHQWLDOKHDOLQJDQGD൵HF-
tive powers of performance and simulation in the aftermath of trauma and 
UDLVHTXHVWLRQVRQLGHQWL¿FDWLRQDQGHPSDWK\ZLWKWKHDXGLHQFH,QDGGLWLRQ
they draw on the role and responsibility of the media and technology in the 
production as well as the recording of violent events. Immersion reminds us 
that videogames are not only used in post-traumatic stress therapy to trig-
ger repressed memories, but also in the training of soldiers who go to war. 
Meanwhile, in 0LQH¿HOG, there are many references to the role that popular 
magazines, broadcasts, and television shows played in the South Atlantic 
FRQÀLFW
0RUHRYHULQWKHWKUHHZRUNV²The Battle of Orgreave, Immersion, and 
0LQH¿HOG²WKHDUWLVWV WUHDGD¿QH OLQHEHWZHHQDHVWKHWLF H[SHULPHQWDWLRQ
DQGWKHULVNRIPDNLQJDVSHFWDFOHRXWRIVX൵HULQJDQGRIUHYLFWLPL]LQJWKH
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SHUIRUPHUVPDQ\RIWKHPFOHDUO\VWLOOYXOQHUDEOHVXEMHFWV7KH³WDONVKRZ´
led by Loud, for example, was one of the few features criticized in some 
reviews of 0LQH¿HOG$ULDVKDVVWDWHGWKDWZKHQWKHSHUIRUPHUV³DUHRQVWDJH
they are strong enough, but they are also vulnerable and the audience feel 
WKDWDQ\WKLQJFRXOGKDSSHQ´³0HPRU\´,WLVZRUWKDVNLQJWKHQZKHWKHU
there is a risk of going too far with artistic experimentation at the expense of 
the well-being of the performers. 
There are some examples from both the play and what took place behind 
the scenes that might suggest that the director overstepped that line. In her 
OHFWXUHDW.LQJ¶V&ROOHJH$ULDVWROGWKHDXGLHQFHWKDW/RXKDGKDGÀDVKEDFNV
during rehearsals and lost his speech, at which point she suggested that he 
go to therapy in Buenos Aires, something that he initially refused to do but 
HYHQWXDOO\DJUHHGWR,QWKHSOD\WKHUHLVDOVRDVHTXHQFHLQZKLFK'DYLGWKH
psychologist of the group) pretends to be in a therapy session with Marcelo. 
Although the scene is scripted, the spectators nonetheless feel like unwilling 
voyeurs, witnesses of someone else’s pain. There were also times when the 
veterans appeared to be on the verge of tears. But for Arias the recognition 
and standing ovations that the ex-combatants receive at the end of each per-
IRUPDQFHRXWZHLJKWKHGDQJHUVRIFUHDWLQJHQWHUWDLQPHQWZLWKVX൵HULQJ7KH
whole process, she said during her lecture, was ultimately a healing one, as 
proved by the fact that Lou started therapy and that Marcelo started learning 
English, a language that until rehearsals he could not bear to hear. 
While only the performers themselves can determine whether or not Arias’ 
play enables healing, it is certain that 0LQH¿HOGboth nurtures and legitimizes 
an alternative place of enunciation for the ex-combatants to those in which 
they are often placed in other dominant narratives of the war. Instead of por-
WUD\LQJWKHPDVVWHUHRW\SLFDOO\VX൵HULQJYLFWLPVRUDVWRR\RXQJWRRROGRU
too crazy to have any authority to narrate the war, 0LQH¿HOG introduces the 
performers as complex individuals irreducible to any collective label.
In this respect, Arias further echoes Travnik’s close-up portraits of former 
Argentine soldiers and his intention to de-naturalize the names that they have 
UHFHLYHG LQ WKHGHFDGHVIROORZLQJ WKHZDU²³FKLFRVGH ODJXHUUD´³ORFRV
GH OD EDQGHUD´ ³YHWHUDQRV´ DQG ³KHURHV GH0DOYLQDV´²R൵HULQJ LQVWHDG
WKHLUSDUWLFXODUL]HGSUHVHQFHEHIRUHWKHFDPHUD6SHUDQ]D³5HWUDWRVHQGRV
WLHPSRV´,Q7UDYQLN¶VLPDJHVWKHVROGLHUVDUHVRGL൵HUHQWIURPRQHRWKHU
LQDJHSK\VLFDODSSHDUDQFHH[SUHVVLRQVWKDWLWLVLQH൵HFWGL൶FXOWWR¿W
them all into one of the categories mentioned above. For Natalia Fortuny, the 
particularity of each of these portraits is reinforced by the extreme close-ups 
16 /$7,1$0(5,&$17+($75(5(9,(:
used by Travnik and the way he shows the singularity of each face, present-
LQJWKHIROGVDQGVKDGRZVRIWKHVH³URVWURVSDLVDMHVGHJXHUUD´DVLI WKH\
ZHUHHQLJPDWLFPDSV³>/@DSLHOHVDTXtHVSDFLRIiFWLFRVXSHU¿FLH\PDSD
del trauma.” In 0LQH¿HOG the singularity of each individual is clear in the 
diverse circumstances that led the Argentines to join the army. Gabriel had 
no choice because, at the time, military service was compulsory in Argentina. 
&RQYHUVHO\0DUFHOROLNHGEHLQJDVROGLHUDQGZDVVRJRRGDWLWWKDWKHZDV
asked to join the military. The personalized image of the Argentine veterans 
not only contrasts with the way they have often been treated in Argentine 
narratives about the war but also with the way British soldiers used to see 
them. At one point, one of the British performers says in this respect that until 
he met the actors in 0LQH¿HOG, the Argentines he had met were all arrogant, 
wounded, dead, or defeated.
 Similarly, the British ex-combatants are also depicted as individuals with 
heterogeneous backgrounds (some came from military families while others 
did not), experiences, and interests, which avoids the production of abstract 
or stereotypical images of the soldiers. This heterogeneity contrasts with the 
way they often appear in Argentine accounts of the Malvinas, where they 
DUHDOZD\V³WKHHQHP\´WKHSURIHVVLRQDOVROGLHUVRUWKHUHSUHVHQWDWLYHVRI
the empire. They have appeared in these imaginaries as a collective identity, 
both feared and hated. 
Thus, 0LQH¿HOG challenges these prejudices and delivers a more compre-
hensive image of those who went to war, both British and Argentines, enrich-
ing the gallery of characters created in the past by writers and playwrights from 
both nations.13 More importantly, Arias provides the veterans with a space to 
VSHDNLQ¿UVWSHUVRQDQGWRSURYLGHWKHLURZQVHOISRUWUDLWVWRWKHDXGLHQFH
Autobiographical theatre is in this sense a privileged space for representing a 
PRUHFRPSOH[DQGOD\HUHGVXEMHFWVLQFH³LQWKHDFWRIUHSUHVHQWLQJWKHVHOI
there is always more than one self to contend with; the self is unavoidably 
split. There is a self who was and the self who is. There is the self who is 
SHUIRUPHGDQGWKHSHUIRUPLQJVHOI´+HGGRQ,Q0LQH¿HOGthe spectator 
LVWKXVFRQIURQWHGZLWKYHWHUDQVZKRDUHQRWRQO\GL൶FXOWWRFDWHJRUL]HEXW
who are also split subjects, selves that are at the same time both truthful and 
¿FWLRQDOSHUVRQVDQGFKDUDFWHUV
)ULHQGRU)RH"
In Arias’ attempt to complicate the images of those who participated in the 
war and to challenge dichotomies such as enemy/ally and hero/villain, three 
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SDUWLFXODUVHTXHQFHVIRUFHWKHDXGLHQFHWRUHYLVHLWVSUHFRQFHSWLRQVDERXWWKH
YHWHUDQVWKHLUDUPLHVDQGWKHLUJRYHUQPHQWV,QWKH¿UVWRQH/RXWHOOVWKH
DXGLHQFHKRZKHZDVFDXJKWE\$UJHQWLQHVROGLHUVDQGVXEVHTXHQWO\WDNHQWR
DSODQHDWZKLFKSRLQWKHUHPHPEHUHGWKHUXPRUDERXW³GHDWKÀLJKWV´DQG
IHDUHGDVLPLODUIDWH)RUWKH$UJHQWLQHDXGLHQFHWKH³HQHP\´EHFRPHVKHUH
DSRWHQWLDOYLFWLPRIWKH$UJHQWLQHDUP\HYHQDSRWHQWLDO³GLVDSSHDUHG´,WLV
almost impossible not to think about the thousands of victims who met their 
IDWHLQWKHZDWHU\FHPHWHU\RIWKH5to de la Plata during the military regime, 
only this time, the prisoner of the dictatorship is British. 
,QWKHVHFRQGVHTXHQFHRQHRIWKHPRVWPRYLQJPRPHQWVRIWKHSOD\
Lou relates how an Argentine soldier died in his arms and how he will never 
IRUJHWKLVIDFH7KLVHSLVRGHZDV¿UVWWROGLQDQLQWHUYLHZWKDWKHJDYHDVSDUW
of a documentary programme made in England only months after the war. In 
the documentary, which is shown on a large screen on stage, Lou appears, 
young, with tears in his eyes, clearly still shocked by the event. Before dying, 
the Argentine soldier spoke to him in English, told him that he once went to 
2[IRUGDQGFRQIHVVHGWKDWKHGLGQ¶WHYHQNQRZZK\KHZDV¿JKWLQJLQWKH
war. The scene points to a moment of revelation for the British veteran, the 
PRPHQWLQZKLFKWKHHQHP\DFTXLUHGDIDFHDQGDYRLFHRQHWKDWORRNHG
and spoke surprisingly like him. 
7KH¿QDOVFHQHWKDWFKDOOHQJHVWKHDXGLHQFH¶VSUHMXGLFHVDERXWZKRZDV
the victim and who was the perpetrator in this war is also the one that gives 
the play its name: Campo minado. While Gabriel and his fellow soldiers 
were on Mount Longdon, starving after days without food, a few of them 
decided to look for food in a house nearby, but on their way back they entered 
DPLQH¿HOGDQGZHUHDOONLOOHG*DEULHOZDVDVNHGWRSLFNXSWKHLUUHPDLQV
ZLWKDVXSHULRUR൶FHU+HWHOOVWKHVWRU\WRWKHDXGLHQFHXVLQJWR\VROGLHUV
and a miniature model of the landscape, all projected on the big screen. But 
the mediations do not alleviate the impact of that terrible and sad memory, 
not least because later in his life he learned that the mines had been put there 
not by the British army but by the Argentine armed forces.
These three scenes underscore the senselessness of the war and the 
fact that it was ultimately a tragic game of dominance and ambition led by 
Thatcher and Leopoldo Fortunato Galtieri, depicted as caricatures in the play 
by performers wearing masks. Later in the play, this reading of the war as 
an absurdity is reinforced when the Argentine performers relate how they 
ZHUHWROGWKDWWKH%ULWLVKGLGQRWNQRZZK\WKH\ZHUH¿JKWLQJZKLOHWKH
British were told that the Argentines were beaten by their own superiors and 
18 /$7,1$0(5,&$17+($75(5(9,(:
IRUFHGWR¿JKWIRUDGLFWDWRUVKLS7KHVHKHDUWEUHDNLQJVWDWHPHQWVUHYHDOWKDW
the veterans were all being used as pawns in a chess game and that the real 
enemies, their national leaders, had orchestrated a farce to feed their own 
obsessive desire for power.
And yet the war should not simply be reduced to a meaningless confron-
WDWLRQEHWZHHQWZRPDGSHRSOHVLQFHLQPDQ\ZD\VWKHFRQÀLFWJDYH²DQG
FRQWLQXHVWRJLYH²PHDQLQJWRDQLPSRUWDQWSDUWRIWKHSDVWVDQGSUHVHQWV
of the performers. Moreover, falling back on this common interpretation of 
the war would reduce the veterans to mere victims, the last thing that Arias 
and the performers want us to think. They appear on stage because they have 
something to say and because they refuse to be portrayed as either heroes or 
YLFWLPV²ERWKVSHHFKOHVV¿JXUHVWREHDGPLUHGRUSLWLHG²LQWKHQDUUDWLYHV
of the war. 
,Q WKLVDVSHFW$ULDV¶YHWHUDQVDUHGL൵HUHQWIURPWKHRQHVGHSLFWHGE\
Travnik, whose portraits are austere, silent, and laconic, accompanied only 
by information about the subjects’ rank and military function.14 Jens Ander-
PDQQDUJXHVWKDW7UDYQLN¶VZRUNLVDERXWWKHXQVSHDNDEOHDQG³XQQDPDEOH´
nature of the war experience:
[E]n cuanto infantes³FKLFRVGHODJXHUUD´ORVYHWHUDQRVKDQTXH-
GDGR\VLJXHQTXHGDQGRIXHUDGHOOHQJXDMH²Rmutatis mutandis, 
0DOYLQDVKDTXHGDGRHQXQD]RQDGHWLHPSRGHODTXHHOORVQRSXHGHQ
GDUWHVWLPRQLRSRUTXHFDUHFHQGHWtWXORVSDUDSRQHUOHQRPEUHGH
H[SHULHQFLD3DVDURQSRUGHFLUORDVtGH³FKLFRV´D³YHWHUDQRV´VLQ
SRGHUFRQWDUVXH[SHULHQFLDGH³VROGDGRV´
In many ways, 0LQH¿HOG¿OOVWKDWJDSDQGEHFRPHVWKDWVSDFHRIORQJLQJ
ZKHUHVROGLHUVWHOOWKHLUVWRULHVRIVWUXJJOHDQGVXUYLYDOERWKRQDQGR൵WKH
EDWWOH¿HOG Arias’ play is pure noise. The music is loud and the performers 
VSHDNGL൵HUHQWODQJXDJHV6SDQLVK(QJOLVKDQG1HSDOHVHDQGRIWHQWDONRYHU
one another. They have been silent (and silenced) for too long, or have been 
spoken for by other voices and discourses. Now it is their turn to speak up.
&ORVXUH:LWKRXW&ORVXUH
With 0LQH¿HOG/ROD$ULDVR൵HUVWKHYHWHUDQVRIWKH0DOYLQDV)DONODQG
:DUDVSDFHRIHQXQFLDWLRQWKDWUHTXHVWVQHLWKHUV\PSDWK\QRUYHQHUDWLRQ
from the audience. The ex-combatants reenact their war experiences and 
appear on stage as witnesses, not only in the sense of having been there and 
participated in the events, but also in the sense of being observers of their own 
lives. This displacement allows them to evaluate the events and memories 
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with a certain distance and detachment, converting their subjective experi-
HQFHVLQWRFROOHFWLYHDQGQDWLRQDOQDUUDWLYHV³:KHQWKH\EHFRPHDFWRUV´
$ULDVVDLGDW.LQJ¶V&ROOHJH³WKH\WDNHGLVWDQFHDQGVHHWKHLUOLYHVIURPWKH
outside, transforming their memories into history.” 
In coming to terms with a painful past, the performers become an aid 
WRRQHDQRWKHUOLVWHQLQJWRRQHDQRWKHU¶VPHPRULHVDVNLQJTXHVWLRQVDQG
R൵HULQJFRPIRUW(OL]DEHWK-HOLQVXJJHVWVWKDWLQWKHWDVNRIEHDULQJZLWQHVV
to trauma we all need the presence of (foreign) others, estranged to us, with 
the capacity to interrogate and express curiosity about the events and also 
to demonstrate compassion and empathy for what we have been through 
)RUWKHVHSHUIRUPHUVWKHUHLVQRRQHPRUH³RWKHU´WKDQWKHLUIRUPHU
enemies of war.
There is no real closure in 0LQH¿HOG. The veterans laugh together, sing 
songs side by side, fool around, and help one other on stage, but that does 
QRWPHDQWKDWWKH\KDYHRYHUFRPHWKHLUGL൵HUHQFHVRUUHFRQFLOHGWKHPVHOYHV
to their own ghosts from the past. The Argentines wear clothes bearing the 
VORJDQ³0DOYLQDVDUJHQWLQDV´DQGGXULQJWKH¿QDOSHUIRUPDQFHLQ/RQGRQ
they all sang the Malvinas anthem together at the end of the performance. 
They even converted their hotel room in London into what they described as 
a trench, adorned with photographs of their fellow soldiers and of the time 
WKH\ZHQWWR%XFNLQJKDP3DODFHDQGVDQJWKH0DOYLQDVDQWKHPWRWKHTXHHQ
In a similar vein, the British soldiers expressed through social media their 
desire to make their fellow soldiers proud with this play.
In an interview with The Telegraph,$ULDV VD\V WKDW³WKH WHQVLRQZLOO
always be there. This isn’t about reconciliation but about being able to live 
ZLWKGLVDJUHHPHQW6RIDUZH¶YHEHHQDEOHWRGRVRPHWKLQJWRJHWKHU²DQG
WKDW¶VPXFKPRUHWKDQRXUFRXQWULHVKDYHPDQDJHG´&DYHQGLVK  After one 
of the shows, one of the British performers received an email from a spectator 
ZKRWROGKLPWKDWDIWHUVHHLQJWKHSOD\KLVVRQVDLG³3DSiVLKXELHVHPiV
REUDVFRPRHVWDVQRH[LVWLUtDQODVJXHUUDVSRUTXHHVWRVVROGDGRVQRKDEUtDQ
DFHSWDGRHQIUHQWDUVH´&UX]6LPLODUO\6SUHJHOEXUGZULWHVWKDWGHVSLWHWKH
lack of institutional support in both countries, 0LQH¿HOGLVDSURMHFWWKDW³ELHQ
mirado es capaz de evitar una guerra.” Perhaps these are exaggerations, but 
Arias’ play is nonetheless an event in the sense popularized in 1988 by Alain 
%DGLRX²DEUHDNWKURXJKLQWKH¿HOGRINQRZOHGJHDERXWWKHZDUDSRLQWRI
QRUHWXUQLQWHUPVRIKRZZHWKLQNDERXWERWKLWVFRQVHTXHQFHVLQWKHSUHVHQW
and also about those who participated on the frontlines.
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Towards the end of the play, there is some DJJUHVVLRQDQG³FRQIURQWDWLRQDO
punk mode” (Taylor), particularly in the last song, when all the performers 
SOD\YHU\ORXGLQVWUXPHQWVDQG³VKRRW´GLVWXUELQJDQGGH¿DQWTXHVWLRQVDW
WKHDXGLHQFH³:RXOG\RXJR WRZDU":RXOG\RX":KDWZRXOG\RX¿JKW
for? Your patria"2LO"+DYH\RXHYHUNLOOHGDPDQ"´+HUHDV6SUHJHOEXUG
VWDWHV³ODREUDLQYLHUWHVXHVFHQDULRVHLVKRPEUHVDIHFWDGRVREVHUYDQDXQD
3KRWR5R\DO&RXUW7ULVWDP.HQWRQ
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SODWHDLQTXLHWDTXHKDYHQLGRDMX]JDUORV´ ,QGHHGWKLV¿QDOVRQJUHPLQGV
the audience membres that they are not just passive spectators of memories 
WKDWEHORQJWRRWKHUVEXWDOVRDQLQWHJUDOSDUWRIWKDWKLVWRU\7KHTXHVWLRQV
shouted by the performers in a bellicose manner, highlight the role of society 
in the Malvinas/Falklands War and the postwar, a society that encouraged it, 
supported it, and later abandoned and forgot those who fought in it. Many 
spectators felt uncomfortable with this part of the play, perhaps because they 
(we) were no longer the observers of this social experiment but had become 
part of the experiment itself. 0LQH¿HOG is thus more than a play about old 
enemies and forgotten pasts; it is about our own responsibilities towards that 
shared history, its present legacies, and the impossibility of ultimately draw-
LQJDFOHDUOLQHEHWZHHQ³XV´DQG³WKHP´
University of Liverpool
1RWHV
1 .RKDQDOVRVWDWHVWKDW³>W@DPSRFRSXHGHGHFLUVHTXHQRKXELHVHLQWHUés en atender estos relatos; 
el libro agotó varias ediciones en pocos meses” (El país 269). 
2 In recent years, Lola Arias has gained considerable recognition both in Argentina and abroad. 
6KHOLYHGLQ%HUOLQIRUPDQ\\HDUV,QVKHUHFHLYHGWKHSUHVWLJLRXV3UHPLR.RQH[DZDUGHGWR
WKH¿YHPRVWLPSRUWDQW¿JXUHVRI$UJHQWLQHWKHDWUHEHWZHHQDQG2QHRIKHUPRVWDFFODLPHG
plays to date is the biodrama Mi vida después (2008), in which six actors born in the 1970s and 1980s 
reconstruct their parents’ youth during the 1976-1983 dictatorship through pictures, letters, records, old 
FORWKHVWR\VDQGEOXUUHGPHPRULHV+HURWKHUZRUNVLQFOXGHWKHWKHDWULFDOSOD\VFamilienbande (2009), 
El axRHQTXHQDFt (2012), and The Art of Arriving (DQGWKHSHUIRUPDQFHVChácara Paraíso (2007, 
6WHIDQ.DHJLMaids (2010-2011), and Audition for a Demonstration (2014). She is also the author of 
La escuálida familia (2001) and Los posnucleares (2011), among other volumes, and writes a regular 
column for the newspaper La Nación. There is a growing number of studies on the work of Lola Arias, 
particularly on Mi vida después6HH-RUGDQD%OHMPDU3DROD+HUQiQGH]28), Mariana Eva 
3HUH]&HFLOLD6RVDDQG%UHQGD:HUWK³/DDUTXLWHFWXUD´DPRQJRWKHUV
3 The use of a mixed cast and a plurality of biases and voices in approaching the past are key 
features of Arias’ previous productions, particularly her trilogy about the dictatorship: Mi vida después 
(2008), El año en que nací (2012), and Melancolía y manifestaciones  (2012), recently published together 
in one book (2016). The performers of El año en que nací and Mi vida después are all members of the 
SRVWGLFWDWRUVKLSJHQHUDWLRQLQ&KLOHDQG$UJHQWLQDUHVSHFWLYHO\,QWKHVHZRUNVHDFKFDVWPHPEHUUHS-
UHVHQWVDSRLQWRIYLHZDERXWWKHHYHQWVLQTXHVWLRQWKDWERWKFRQWUDVWVZLWKDQGFRPSOHPHQWVWKHRWKHUV
In El año en que nací there is a scene in which the performers literally position themselves to the left or 
right of the other performers to indicate to the audience the heterogeneous nature of the ideological views 
of the cast and of their parents. In Mi vida después, the daughter of a man killed by the dictatorship and 
the son of a disappeared father perform next to the daughter of a member of the military who snatched a 
baby from one of his victims and raised him as his own.
4 ³/LPLWFDVHV´UHIHUWRSOD\VWKDWXVHUHDOELRJUDSKLHVRIWUDXPDWLFHYHQWVIRUWKHVFULSWEXWFRPELQH
WKHPZLWK¿FWLRQDOHOHPHQWV,QWKDWVHQVHWKH\DUH³WHVWLPRQLDOSURMHFWVEXWWKH\GRQRWEULQJIRUZDUG
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cases within protocols of legal testimony” (Gilmore 146). Limit-cases then are an alternative form of 
knowledge, ones that do not dismiss the imagination as a medium for conveying experience.
 In Veterans six Argentine veterans from the Malvinas/Falklands War remember and recreate their 
war experiences in spaces where they currently work or attend: among them, a psychoanalyst reenacts 
a bomb explosion at the psychiatric hospital where he works; a triathlon champion (Marcelo Vallejo) 
reenacts the death of his partner in the swimming pool where he trains; an opera singer performs the 
sinking of the General Belgrano in a theater; and a former Argentine Air Force pilot uses miniature toy 
soldiers and planes to tell viewers how he narrowly escaped an air attack on the last day of the war.
6 6WHYHQ%HUNR൵¶VSink the BelgranoIRUH[DPSOHUHOHDVHGLQDWWKH+DOI0RRQ7KHDWUH
in London, addresses Margaret Thatcher’s role in the war with a character humorously named Maggot 
Scratcher and the actions of her foreign minister, Francis Pym (Pimp in the play), as well as her minister 
of defence, John Nott (Nit). In her study on British Falkland War plays, Melissa Green also mentions 
Arrivederci Millwall GLUHFWHGE\1LFN3HUU\DQGRestoration GLUHFWHGE\(GZDUG%RQG¿UVW
released in 1981 and rereleased in 1988 with the inclusion of subtle references to the war). Arrivederci 
Millwall is about Billy, a working-class south Londoner whose brother goes to the Malvinas/Falkland 
:DU%LOO\VXSSRUWV0LOOZDOO)RRWEDOO&OXEDQGWKHSOD\GUDZVRQWKHSDUDOOHOVEHWZHHQIRRWEDOODQGZDU
WRH[SORUHWKHLPSDFWRIYLROHQFHRQWKHIDPLOLHVRIWKHVROGLHUV,QWKH%%&SURGXFHGDVFUHHQSOD\
based on the work. In Restoration, a play set in the eighteenth century in England, there are no explicit 
references to the Malvinas/Falklands War but subtle allusions to the hypocrisy of Thatcher’s politics and 
the mistreatment of the working classes during her administration.  In 1998, Guy Masterson released 
A Soldier’s Song, a play based on a testimonial book written by a British soldier and his memories of 
the front line. In 2002, on the twentieth anniversary of the war, Jennifer Lunn directed a new version of 
Falkland Sound EDVHGRQWKHOHWWHUVDQGSRHPVWKDWWZHQW\¿YH\HDUROG/LHXWHQDQW'DYLG7LQNHUNLOOHG
LQDFWLRQZURWHWRKLVZLIHIURPWKHEDWWOH¿HOG7KHSOD\GLUHFWHGE\0D[6WD൵RUG&ODUN¿UVWRSHQHGDW
WKH5R\DO&RXUW7KHDWUHLQ-XQH
7 In Presencia del “inglés” en el teatro y el cine argentinos: de los orígenes a Malvinas (2011), 
9LFWRULD&R[DQG1RUD*OLFNPDQLGHQWLI\DQXPEHURISOD\VRQWKHVXEMHFWQRWDEO\Del sol naciente 
(Griselda Gambaro, 1983) and Las Malvinas2VYDOGR*XJOLHPLQLR7KH¿UVWZULWWHQGXULQJWKH
GLFWDWRUVKLSDQGUHOHDVHGMXVWDIWHUWKHUHWXUQWRGHPRFUDF\H[SORUHVWKHH൵HFWVRIWKHZDURQWKHPRWKHUV
of the soldiers. Las Malvinas is about a father who studied at Eton and who rejects his Argentine origins, 
DVRQZKRLVDWUXHQDWLRQDOLVWDQGYROXQWHHUVWR¿JKWLQWKHZDUDQGDPRWKHUZKRIHDUVWKDWKHUVRQKDV
EHFDPHD³SRSXOLVWDVXEYHUVLYR\FDEHFLWDQHJUD´0RUHUHFHQWO\LQ-RUJH&RUWH]UHOHDVHG
DWWKH&HQWUR&XOWXUDO+ROYHU0DUWtQH]%RUHOOLLQ6DOWDUn soldado de Malvinas, a play about a soldier 
forgotten by the country for which he fought. In 2011, one of the most acclaimed playwrights in Argentina 
DQGFXUUHQWGLUHFWRURIWKH7HDWUR1DFLRQDO&HUYDQWHV$OHMDQGUR7DQWDQLDQDGDSWHG&DUORV*DPHUUR¶V
delirious novel Las islas in a spectacular production staged at the San MarttQ National Theatre, and in 2012, 
-XOLR&DUGRVRWKHGLUHFWRURILocos de la bandera, presented in that same theater Islas de la memoria, a 
reconstruction of the history of the islands and of the war using real testimonies and documents. In 2014, 
5RGULJR&iUGHQDVUHOHDVHGMalvinas, ningún cielo más queridoE\&DUORV%DOPDFHGDDKXPRURXVSLHFH
DERXW¿YH%ULWLVKDQG0DU[LVW.HOSHUVZKROLYHRQWKHLVODQGVDQGVHHWKHZDUDVWKHSHUIHFWWLPH
to carry out a socialist revolution. Finally, three productions directed by post-dictatorship playwrights 
DQGUHOHDVHGLQDOVRIRFXVRQWKHOLYHVRIWKHVROGLHUVDQGWKHLUIDPLOLHV1982 obertura solemne by 
Lisandro Fiks; Los hombres vuelven al monteE\)DELiQ'tD]DQG,VODÀRWDQWH by Patricio Abadi. Arias 
was born in 1976, the year of the military coup. Fiks and Abadi were 10 and 1, respectively, during the 
war; DtD]ZDVERUQLQDQGLVWKHVRQRIDVROGLHUZKRVXUYLYHGWKHFRQÀLFW
8 Juan Travnik reports that many of the subjects portrayed in his project told him that the silent 
ZHOFRPHWKH\UHFHLYHGXSRQUHWXUQLQJWRWKHPDLQODQGZDVPRUHSDLQIXOWKDQWKHVX൵HULQJWKH\ZHQW
through on the islands. It is common knowledge that after the war the number of Argentine soldiers who 
committed suicide (between 300 and 400) was higher than the number of soldiers who perished on the 
EDWWOH¿HOG,QWKHFDVHRIWKH%ULWLVKFRPEDWDQWVZKLOHWKHDaily MailWKH%%&DQGVRPHYHWHUDQVJURXSV
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have often reported that more Falklands veterans committed suicide than were killed in the war, a 2013 
VWXG\HVSHFLDOO\FRPPLVVLRQHGE\WKH0LQLVWU\RI'HIHQFHLQWKH8.VWDWHGWKDWZKLOH%ULWLVKVROGLHUV
ZHUHNLOOHGLQDFWLRQGXULQJWKHFRQÀLFWFRPPLWWHGVXLFLGHLQLWVDIWHUPDWK1RUWRQ7D\ORU
9 Museo Miguel Angel Boezzio was part of the Proyecto Museos (1994-2000) organised by Vivi 
Tellas. The project involved choosing a series of museums in Buenos Aires and allocating each one to 
a theatre director who had to use it as the subject of a performance. Federico León went to the Museo 
Aeronáutico and became fascinated with the section dedicated to aviation during the Malvinas War. In 
his piece León invites Miguel Angel Boezzio, an ex-Malvinas combatant and a former actor, to show his 
SHUVRQDODUFKLYHKLVRZQSHUVRQDOPXVHXPWRWKHDXGLHQFH7KLVDUFKLYHLQFOXGHVKLV&9SKRWRJUDSKV
RIKLVJLUOIULHQGZKRFRPPLWWHGVXLFLGHDIWHUDIDNHFR൶QVXSSRVHGO\FDUU\LQJKLVERG\DUULYHGDWKHU
KRXVHDFHUWL¿FDWHRIDWWHQGDQFHIRUDNDUDWHWRXUQDPHQWDQGDFHUWL¿FDWHRISDUWLFLSDWLRQLQDIRRWEDOO
championship between inmates of the Borda mental asylum. The performance starts when Boezzio hands 
out the programme at the theatre doors to the audience before delivering a sort of performative lecture 
on his life, a structure that resembles Arias’ series of talks entitled Mis documentos. Like the performers 
in 0LQH¿HOG%RH]]LREHFRPHVWKHQ³DJXLGHLQWKHPXVHXPRIKLPVHOI´/HyQDOWKRXJKVWULFWO\
speaking he is not alone on stage as León speaks to him via an earpiece during the play. At the end of the 
performance the walls of the theater are lit up and the audience can see all the documents and photographs 
displayed on them. Both León’s piece and 0LQH¿HOG are political because, as Brenda Werth puts it, they 
SRVHTXHVWLRQVWRWKHDXGLHQFHDERXWUHVSRQVLELOLW\DQGSHUFHSWLRQ$WWKHHQGRIWKHSOD\%RH]]LRVD\V
³%XHQRHVWRKDVLGRHO0XVHR0LJXHO$QJHO%RH]]LR*UDFLDVSRUDFHSWDUPHHQHVWHSDtV¢&XiOHVOD
YHUGDG"¢4XpHVPHQWLUD"$SDUWLUGHORTXH\RGHPRVWUp3RUTXHXVWHGHVWLHQHQSDUWHGHPLFXOSD´
10 7KHWHUP³DXWR¿FWLRQ´ZDVFRLQHGE\)UHQFKZULWHU6HUJH'RXEURYVN\LQDQGGHVFULEHV
texts characterized by a simultaneous or ambiguous pact with the reader in stories based on true events 
DXWRELRJUDSKLFDOSDFWEXWSUHVHQWHGZLWKLQLPDJLQDU\IUDPHZRUNV¿FWLRQDOSDFW
11 ,KDYHH[SODLQHGWKLVLGHDRI³DQDFKURQLVP´DQGLWVUHOHYDQFHIRUSRVWGLFWDWRUVKLS$UJHQWLQH
FXOWXUHHOVHZKHUH6HH%OHMPDU
12 0LQH¿HOGDOVRKDVVRPHFRQQHFWLRQVZLWKWZRRWKHUSLHFHVWKDWZHUHVKRZLQJLQWKH8.DWWKH
time it was being staged. First is the play 7KH%HDQ¿HOGDUHHQDFWPHQWE\\RXQJDFWRUVRIWKH
%DWWOHRI%HDQ¿HOGEHWZHHQQHZDJHWUDYHOOHUVDQGHQYLURQPHQWDOLVWVDQGULRWSROLFHDW6WRQHKHQJH
England. Like 0LQH¿HOGWKLVSLHFHLQWXUQLQÀXHQFHGE\-HUHP\'HOOHU¶V¿OPDOVRFRPELQHVVFUHHQV
RQVWDJHDQGDSOD\IXOVW\OHDQGDLPVWRUHFUHDWHDQHYHQWWKDWKDSSHQHGPDQ\GHFDGHVDJR6HFRQG5R-
PDQ.U]QDULF¶VEmpathy Museum, exhibited in the framework of the same festival (LIFT) that hosted 
0LQH¿HOG, presents a shoe shop in which visitors are invited to literally walk in the shoes of a sex worker, 
D¿UHPDQRUDVHZHUZRUNHUWROLVWHQWRWKHLUVWRULHVRIORYHORVVDQGVX൵HULQJWKURXJKKHDGSKRQHV
and to establish an empathic and physical bond with them. Both this project and Arias’ play draw on the 
potential of reenactment to understand not only our own memories and experiences but also those of 
the people around us. In this respect, one of the most powerful moments in 0LQH¿HOGtakes place when 
0DUFHORWDONVDERXWWKHPDJD]LQHVWKDWKLVIDWKHUERXJKWGXULQJWKHFRQÀLFWEXWZKLFKKHKDGQHYHUVHHQ
XQWLOWKHUHKHDUVDOV³(VWDVUHYLVWDV>Gente, Somos] las compraba mi papá durante la guerra. Nunca las 
PLUpKDVWDTXHHPSHFpORVHQVD\RV1RLPDJLQpTXHEXVFiQGRPHDPtORLEDDHQFRQWUDUDpO´he says 
while the screens on stage show a press photograph of a British soldier (Lou) with his hands up, captured 
by the Argentine army during the war.
13 QWKHDIRUHPHQWLRQHG%ULWLVKSOD\VIRUH[DPSOHZKLFKDUHIRFXVHGRQ7KDWFKHUWKH:DU&DELQHW
British soldiers, and their families, Argentines never appear as individual characters. Likewise, Victoria 
&R[DQG1RDK*OLFNPDQKDYHQRWHGWKDWWKH%ULWLVK¿JXUHVWKDWGRVWDQGRXWLQ$UJHQWLQHWKHDWUHDUHWKH
dandy, the nanny, the banker, the marine, the engineer, the train driver, and the most popular of all, the 
clown (10). British soldiers are, curiously, absent in this group.  
14 7KHSKRWRJUDSKHU¶VLQWHUYLHZVZLWKWKHVROGLHUVDUHRPLWWHGLQWKH¿QDOVHULHV
 When I saw the play again in Buenos Aires some months later, I kept thinking about the reactions 
of the audience and how that feeling of discomfort had, in fact, appeared earlier in the play. While in 
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London the spectators laughed at almost every joke, in Buenos Aires the atmosphere was more somber, 
particularly in some moments, such as when the British performers sing a very catchy, and to some extent 
KXPRURXVVRQJWKDWZDVXVHGGXULQJWKHLUWUDLQLQJ³:H¶UHDOOJRLQJRQDVXPPHUKROLGD\ZH¶UHDOO
going to kill a spic [Spanish-speaking person from Latin America] or two. We’re all going to a summer 
holiday, maybe for a week or two, or three, or four….” Earlier in the play, I sensed a similar discomfort 
when the Argentine soldiers told the audience that during target practice and before the confrontation 
ZLWKWKH%ULWLVKDIWHUVKRRWLQJWKH\XVHGWRVKRXW³9LYDSRUPLSDtVPDWéXQFKLOHQR´DQGDOVR³9LYD
SRUPLSDtVPDWpXQsubversivo.´&RQYHUVHO\ WKHMRNHVWKDWGLGVSDUNODXJKWHUDPRQJWKH$UJHQWLQH
audience were mainly those not directly related to the war, such as when one of the British performers 
talks humorously about the number of psychologists that there are in Buenos Aires. 
:RUNV&LWHG
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contemporánea.” El pasado inasequible: desaparecidos, hijos y combatientes 
en el arte y la literatura del nuevo milenio, edited by Jordana Blejmar, Silvana 
Mandolessi, and Mariana Eva Perez, Eudeba, in press. 
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